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Crowded Introductory Wall Text 
Crowding occurs everyday in modem life - people gathering for an event, traffic on the 
way to work or school, too many bodies crammed into one place. Since the onset of 
industrialization and urbanization in the late nineteenth century, crowding has become a 
common urban phenomenon. Crowds can cause claustrophobia, loss of individual identity, 
loneliness, and a feeling of being overwhelmed. However, they can also prompt jubilation 
and create a sense of community. At times, crowds can elicit a paradoxical combination of 
responses ranging from frightening to thrilling. 
Crowded brings together images of bustling metropolises, as well as crowded objects, 
figures, and picture planes, to explore a wide range of crowds' emotional and psychological 
effects. Some Crowded artworks suggest how people caught in a crowd follow others 
without considering their own morals and ethics, leading to negative, sometimes violent, 
repercussions. Others evoke the positive change that crowds, such as those involved in 
some political demonstrations, can generate. Still others depict people massed for a 
sporting event or at an amusement park where crowding might be experienced as 
euphoria. Crowded asks viewers to consider their own understanding of crowds and the 
range of sensations, emotions, and reactions they provoke. 
Crowded is organized by Hilary Knecht '13 and supported by the Carter-Rodriguez Fund for 
Student-Curated Programs and the Friends of the Tang. 
Crowded Website Text 
What is it about the crowd-the mob, mass, multitude, horde, swarm-that 
captivates people? Crowds have fascinated writers, artists, and social theorists for 
decades. Every day we see crowding-people gathering for an event, traffic on our 
way to work or school, too many bodies crammed into one place. Crowded brings 
together an array of images to suggest the variety of ways that crowds permeate our 
lives, as well as the divergent effects crowds have on us. 
A crowd is defined by a large quantity of people or objects gathered together 
causing a shortage of space. The artworks in this exhibition depict crowded objects, 
figures, and picture planes to reveal the emotional and psychological consequences 
of crowding, and at times a combination of contrasting effects. Crowds can cause 
claustrophobia, loss of individual identity, loneliness, and a feeling of being 
overwhelmed; they can also prompt jubilation and a sense of community. The 
artworks in Crowded capture these effects by representing crowds of people that 
range from seemingly joyful to violent, as well as packed compositions and objects 
ranging from heaps of trash to indistinct forms. 
With the onset of industrialization and urbanization, crowds emerged as a 
common urban phenomenon and a new subject of inquiry. Several artists in this 
exhibition display bustling metropolises and their physical effects: a traffic jam, 
debris, slums. In addition, Crowded presents images of crowds-such as crammed 
spaces and swarms gathered for entertainment or amusement-that move beyond 
the notion of the overpopulated urban environment. Some of these artworks 
indicate how, when acting as a mass, people in a throng tend to follow others 
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without{considering{their{own{morals{and{ethics,{which{can{lead{to{negative{social{
consequences.{However,{some{hordes,{such{as{those{involved{in{a{political{
demonstration,{can{also{generate{positive{change.{Crowds{sometimes{make{you{lose{
yourself,{eliciting{responses{from{frightening{to{thrilling.{
Arranged{to{evoke{experiences{encountered{in{a{crowd,{Crowded displays{
artwork{spanning{over{150{years{from{the{Tang's{Collection{by{Arman,{Eugene{
Atget,{Peggy{Bacon,{Michael{Harrison,{Winslow{Homer,{Lester{Johnson,{LeRoy{
Neiman,{Eduardo{Paolozzi,{George{Segal,{W.{Eugene{Smith,{B.{Stroock,{Johannes{
VanDerBeek,{Andy{Warhol,{Emmett{Williams,{G.B.{Wilson,{and{Garry{Winogrand.{
Garry Winogrand 
New York Cit;y, 1969 
[hard hat rally] 
1969 
Silver gelatin print 
9 X 13 3/8 in. 
Gift of Penny 
Kaniclides '59 
1983.21.5 
Eugene Atget 
L'Eclipse, Avril 1912 
1912 
Toned gelatin silver 
print 
Bx 10 in. 
Gift of L. Bradley Camp 
1984.194G 
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LeRoy Neiman 
The Game of Life from 
Eaux Fortes 
1980 
Etching 
22 1/4 X 30 in. 
Gift of Steven Brier 
1984.468.10 
W. Eugene Smith 
World War II 
[Soldiers/lecture CVVW-
21-1)] 
1943-1945 
Photograph 
14x 11 in. 
Gift of William B. Snyder 
1985.48 
B. Stroock
Skidmore Special
n.d.
Lithograph
10 3/8 X 13 3/4 in.
ND186
Winslow Homer 
Harper's Weekly, August 
26, 1865, Our Watering 
Places: Horse Racing at 
Saratoga 
n.d.
Wood engraving
10 ½x 15 ¼ in.
Gift of jean Poskanzer
Rudnick '44
1975.2
Andy Warhol 
Birmingham Race Riot 
1964 
Silkscreen 
20x24in. 
Gift of Anne T. 
Palamountain 
1966.4.5 
Eugene Atget 
Porte d'Asnieres-Cite Trebert 
1913 
Albumen print 
8x10in. 
Gift of L. Bradley Camp 
1984.194F 
Lester Johnson 
Lafayette Street 
1972 
Color screen print on paper 
34¾x23 in. 
Gift of Schenectady Museum 
& Suits-Bueche Planetarium 
2007.3.24 
Peggy Bacon 
The Promenade Deck 
n.d.
Etching
10¾x14in.
Donor: Eva Marshall Bates
Weaver'Zl
1988.30
Eduardo Paolozzi 
Untitled (Queensborough 
Bridge) (800) 
1967 
Screen print 
15x10in. 
Gift of George Friedman and 
Diane Love 
1980.292.20 
Emmett Williams 
Coptic Optics 
1979 
Silkscreen 
13 11/16 X 19 5/8 in. 
Donor: Samuel Hunter 
1981.56.6 
George Segal 
Girl on a Chair 
1970 
Plaster, wood 
36 X 24 X 12 in. 
Gift of Diane L. 
Ackerman 
1983.23 
Johannes Van Der 
Beek 
Heads and Beams 
2004 
Collage on paper 
40 X 52 in. 
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Micheal Harrison 
Disappearing World 
n.d. 
Intaglio/ silkscreen 
22 ½x 28 ¼ in. 
Gift of Ben and Lesta 
Wunsch 
1982.68 
Arman 
Grande poubelle 
1962 
Accumulation in 
Plexiglas 
491/4x247/8x24 
3/8 in. 
CROWDED 

Hilary Knecht 
Catalogue Essay 
Crowded: Crowds and Their Psychological Effects 
The exhibition Crowded at the Tang Museum brings together an array of images 
to suggest the varied ways that crowds permeate our lives, as well as the divergent 
effects crowds have on us. With the onset of industrialization and urbanization, crowds 
emerged as a common urban phenomenon and a new subject of inquiry. Several artists 
in Crowded explore bustling metropolises and their physical effects: traffic, debris, 
slums. In addition, Crowded presents images of crowds and crowded spaces that move 
beyond the notion of the overpopulated urban environment. 
·' Beginning with Gustave Le Bo n's 1896 The·Crowd: A Study of the Popular Mind, v-
and continuing into the twenty-first century, sociologists, psychologists, and theorists 
have examined the effects of crowds. Earlier theorists often concluded that when 
acting as a mass, people in a throng tend to follow others without considering their 
own morals and ethics, which can lead to negative social consequences. People in 
crowds act based only on the suggestions of others, their emotions, and irrational 
thoughts. Subsequent twentieth- and twenty-first-century scholars criticized earlier 
theorists and the general population's tendency to fear crowds and their consequences. 
Instead, these more recent critics maintain that people tend to act the same whether 
alone or in a crowd. Individuals' predispositions, expedited by others around them 
acting the same way, create an unhinging crowd, not the other way around.1 People 
remain as accountable for their behavior in crowds as in any other situation.2 
Applying these social theories to the artworks in the Tang Museum's Crowded, 
this essay analyzes three artworks from disparate time periods, artistic movements, 
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and styles: Eugene Atget's Porte d'Asnieres-Cite Trebert (1913), Garry Winogrand's 
Hard Hat Rally, New York (1969), and Johannes VanDerBeek's Heads and Beams (2004). 
These artworks provide a survey of the Crowded exhibition's main themes and span 
roughly the period during which scholars have examined crowds. The three pieces 
convey the range of artworks in Crowded by portraying crowded objects, figures, or 
picture planes. Hard-Hat Rally depicts jam-packed figures: anonymous, overlapping, 
and cut off by the frame. Objects overflow from Porte d'Asnieres-Cite Trebert, 
illustrating that not only people can create a sense of crowding. Heads and Beams 
shows heads seemingly breaking out from the picture plane, pouring beyond the 
composition's perimeter. Employing the crowd theories pr,evalent during the time each 
artwork was created, this examination reveals how crowd imagery and theories have 
developed over time, and the interrelationship between the theories and the art, to 
gain a better understanding of each artwork within its historical and theoretical 
context. 
Other art historians have not taken this chronological and interdependent 
approach of analyzing and applying crowd theories to the art. Often a dissociation 
exists between crowd social theories and crowd art historical scholarship. Historians 
have analyzed types of crowd images within a particular style, art movement, or time 
period. Other historians have looked at how crowd art has developed, but not 
specifically how the theories about psychological responses to crowding have evolved 
alongside the crowd artworks. While much of the literature on Winogrand overlaps 
with concurrent crowd theories, the negligible scholarship on crowd theories in 
relation to Atget and VanDerBeek's works leaves room for development This paper as 
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well as the exhibition Crowded investigates these ideas to prompt viewers and readers 
to reconsider crowds. I hope that readers will think about the artworks and the related 
theoretical ideas addressed here the next time they experience a crowded environment 
and examine their own understanding of crowds and crowded spaces as well as the 
range of sensations, emotions, and reactions they provoke. 
An Overview of Crowd Theories 
Critical to a basic understanding of crowd theories, the definition of the word 
crowd indicates its connotations as well as common misconceptions about crowds. 
According to prominent crowd theorist Clark McPhail, a crowd is defined as "a compact 
gathering or collection of people." A crowd also typically implies people acting in 
concert, which, as will be argued later, omits how people also act as individuals in a 
crowd.3 The word crowding connotes a more psychological state, typically associated 
with stress. Unlike high population density (an immense concentration of people in a 
specific location) crowding involves a subjective rather than a solely physical 
experience.4 Crowding includes such associations as discerning constrained literal or 
perceived space and experiencing a sense of helplessness about unwelcome or 
unwanted social interaction.5 Whether crowding occurs within a social or nonsocial 
setting (i.e., whether people or objects create the crowding) provokes varied 
responses.6
Early sociology-based crowd theories revolved around the contagion theory 
first developed by Le Bon, which maintains that "crowds transform people so that they 
think and act in ways they otherwise would not."7 Crowds allow a person to feel 
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anonymous, making him or her lose a sense of their individual morals, ethics, and 
rationales. ln a crowd, people can be easily persuaded by others, and will submit more 
to their emotions rather than rational thoughts, which can often lead to impulsive and 
even violent behavior, which can be summed up in the idea of the madding crowd.8 ln 
addition to Le Bon, Gabriel Tarde and Scipio Sighele viewed a crowd as transforming 
individuals into just one in a mass. The mass forms a new being, unified and thinking 
unanimously.9 From these earlier theorists, several stereotypes about crowds 
developed: crowds can make people behave irrationally; people act based on others' 
suggestions rather than their own morals; individuals in masses act impelled by their 
, .. 
emotions; people lose control in crowds; people have more of a tendency to behave 
unanimously than in other settings; and individuals in a crowd are anonymous. Thus, 
crowds lead to destructive behavior and negative mental pathologies.10
These early crowd theories, developed at the turn of the twentieth century, have 
been so thoroughly disproved today that scholars now accept them as "myths." Carl 
Couch, in his 1968 Collective Behavior: An Examination of Some Stereotypes, first 
debunked these myths of "suggestibility, destructiveness, irrationality, emotionality, 
mental disturbances, lower-class participation, spontaneity, creativeness, and lack of 
self-control."11 In the 1960s, researchers began to conduct psychological in addition to 
sociological research, which yielded results focusing on long-term effects. Psychology 
researchers, concentrating on primarily short-term outcomes, attempted to study 
crowds using typical laboratory approaches, generating vague, weak results.12 
Researchers still struggled to find a solution for how to more accurately study crowds' 
results over time.13 In the late 1970s, Irwin Altman observed that crowd theorists were 
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just beginning to realize the social implications of crowding; social interactions 
mitigate or aggravate multitudes.14 Daniel Stokols, in 1972, determined factors that 
affected individual reactions to crowds: if they occur in a primary or secondary setting 
(i.e., where you live or work or in a more fleeting situation) and if impartial or more 
intentional circumstances caused the crowd.15 Regardless, people always need their
personal space, which results in various "coping" mechanisms.16 
Despite the acknowledgements of laboratory research's restrictions, most 
researchers in the 1970s still conducted experiments within a laboratory setting, and 
therefore the results had the same flaws as earlier efforts.17 Contemporary theories 
move beyond the laboratory to examine real-life crowds. Clark McPhail dominates 
contemporary crowd theories, especially his theories on "alternation and variation," 
meaning that people alternate between acting as an individual and a collective in a 
crowd. Crowds' variant types, purposes, intricacies, and time spans in addition to 
participants and non-participants present in the crowd affect individuals' behavior 
within a mass.18 When studying crowds, one must observe the crowd's development as
well as the relationship between individual behaviors and when two or more 
individuals act together as a collective.19 
The artists in Crowded depict a wide variety of crowds: a crowd of people or 
objects, crowded cityscapes, crowds gathered for entertainment or a cause, and an 
implied sense of crowding. While earlier artists, just as the social theorists, focused on 
bustling metropolises, subsequent artists concentrated on new types of crowds, 
including crowds gathered for the media, with the media subsequently circulating the 
image to a virtual public, or crowds to reveal specific psychological effects, for example, 
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personal space.20 How artists depict the crowd conveys insight about the time period 
in which they worked and correlates to contemporary crowd theories. 
Crowded Objects: The Results of Cities 
Applying early crowd theories to Eugene Atget's 1913 Porte d'Asnieres-Cite
Trebert photograph (Figure 1) depicting a Paris slum augments gaps in art historical 
scholarship about how Atget depicted a crowded space as a result of urbanization. 
Teetering piles of books, bulging burlap sacks, hanging and tangled ropes, and other 
indistinguishable objects fill the composition. The floor, brick wall, battered wooden 
cabinet, and the rest of the objects all seem to be covered in dirt and in a state of 
disrepair. Each piece of trash crams the adjacent scrap, together crowding the entire 
photograph. The edge of what is most likely a door with a key on the picture's right 
opens for viewers to see inside the dilapidated home in a pre-WWI slum. Atget 
documents Paris's evolution into a modern city with its accompanying demolition. 
Atget's motivations for documenting Paris led to meager scholarship related to 
crowd theories and general literature about Atget during his lifetime. Atget sold his 
work to artists as "ready-made" photographs that they could use instead of hiring 
models or going out into Paris to photograph their own sources of inspiration.21 At the 
beginning of the twentieth century, he continued to expand his business selling his 
photographs to a wider audience. For example, libraries, museums and other 
organizations began to buy his works.22 In the mid 1920s, mere years before Atget's 
death, Man Ray and Berenice Abbott began taking an interest in his work and 
circulating his photographs, beginning to spread his acclaim.23 In 1930, after Atget's 
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1927 death, the first overview of his work appeared. However, not until 1968, when 
Abbott's collection of Atget's photographs was sold, did extensive research on Atget 
begin.24 The press never once mentioned Atget during his lifetime.zs Therefore, not 
until after Atget's lifetime did scholars analyze his work in any significant way. Still 
today, scholarship focuses on his Old Paris subject matter, rather than scrutinizing his 
works in terms of contemporary social effects. For example, scholars have observed 
that he documented street scenes, but not that they included crowds of people. 
Andreas Krase hints at crowd theory, without making a full connection: "The 
agglomerative structure of his shots of rubbish heaps lie outside any aesthetic 
convention, indeed, they seem to establish an aesthetic of their own."Z6 Although not 
fully developed, this suggestion of crowd theory connects a new aesthetic of crowd 
imagery developing concurrently with the increase of urban crowding. Atget identified 
a group of photographs, including Porte d'Asnieres-Cite Trebert, and the area they 
depicted as a zone filled with slums, "Zoniers. Vues et types de la zone militaire" 
(Zoniers. Views and Characters in the Military Zone). This series shows areas 
experiencing change since the government pressured the slums to clean up as the 
municipality began to collect public trash.27 These slums reveal a pre-war society 
before it inevitably changes. 
Early crowd theorists feared the repercussions of crowding that accompanied 
the rise of industrialization and urbanization.zs Consequences of urban crowding 
included unwanted debris, too many people living in one space, and disorderly living 
situations. At the time of this photograph, developing social crowd theories centered 
on a correlational mode of thought: "population concentration," such as the number of 
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people in a neighborhood, would lead to an assortment of consequences, notably 
"crime and juvenile delinquency, physical and mental illness, [and) mortality rates."29 
Although studies produced feeble results, social theorists contended that some 
relationship existed between population concentration and negative social conditions, 
i.e., crowding adversely affected society and individuals.30 Living in high-density
situations for a prolonged period of time produced unfavorable effects, as captured in 
Porte d'Asnieres-Cite Trebert's composition brimming with rubbish and clearly 
depicting an unsanitary living condition. Le Bon believed, as he thought crowd 
psychology substantiated, that people needed to thwart the expansion of crowding 
before its negative consequences devastated society.31 Porte d'Asnieres-Cite Trebert 
falls in line with this theory by showing an overcrowded dwelling overflowing with 
debris. The detrimental repercussions of crowding have already affected this 
undesirable residence. 
Crowded Figures: Swarming for Political Change 
Moving beyond the overcrowded city, crowds gathered for protests began to 
catch the attention of artists and crowd theorists in the 1960s. Often characterized as a 
"street photographer," Garry Winogrand stumbled upon lively street scenes and 
quickly captured them.32 In the 1960s and 1970s, he photographed real-life events, 
focusing on the media's impact on public happenings. Standing in the middle of the 
commotion, Winogrand used a wide-angle lens and tilted angle to document action­
packed scenes.33 His 1969 Hard-Hat Rally, New York (Figure 2) depicts a crowd of 
people gathered for a political protest. Protesters' signs provide some context for Hard-
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Hat Rally; "Impeach the Red Mayor" refers to New York Mayor John V. Lindsay, who 
served from 1966 to 1971, a period of numerous antiwar demonstrations and civic 
strikes. The photograph's visual characteristics accurately convey the tumultuous 
years in New York during the time of Mayor Lindsay through the lopsided perspective, 
close proximity of the figures in the crowd to one another and the viewer, and the 
zealous demonstrators contrasted with the smaller number of passive figures. 
Between 1950 and 1965, a surge of fearful writing about crowds 
prevailed. Theorists feared that crowded social gatherings would overwhelm 
and negate individuals.34 Further, the crowd would take over all aspects of
society and upset the social order.35 Due to excessive amounts of people and too
little space, Susan Saegert asserts that people lose control of their own behavior 
and that of others surrounding them.36 When other people, more so than
inanimate objects, invade one's personal space people often feel stressed, as we 
see with figures crammed against each other in Hard-Hat Rally. People respond 
negatively to high physical density.37
To the contrary, other prevalent crowd analyses in the 1960s and 1970s 
deemed this negative view of hordes as too extreme.38 Le Bon would have seen the 
flailing arms, charged facial expressions, and waving flags and signs as suggesting the 
surge of a mass. A leader instills an idea or emotion in a multitude and then everyone 
follows suit and behaves in the same way.39 Carl Couch, however, disproved the 
likelihood of this "suggestibility" theory. He argued that if others have the ability to 
sway people in crowds, then, logically, authorities would easily be able to disperse 
crowds, yet evidence-refutes this.40 Emotions do not engulf people so that they join the 
9 
madding crowd; the anonymous figures in Hard-Hat Rally do not lose their individual 
identities. 
Scholars on Winogrand as well as crowd theorists analyzed the change in 
how crowds functioned during this era. The microphones indicate the presence 
of the media, which dramatically transformed how people garnered support for 
political and social changes in the 1960s.41 People viewed crowd images 
circulated by the media from their homes, looking at these mass political actions 
as if they were happening to a distant other. As a result of these media-based 
assemblies, collective social action took a new shape.42 During the Vietnam War, 
the press began to publicize mass grievances on an unprecedented scale. 
Winogrand himself observed that everything began to happen for the benefit of 
the press;43 as we see in the image, the central protester reacts to the 
microphone, opening his mouth in dissent. In his series Public Relations, which 
includes Hard-Hat Rally, Winogrand wanted to create images that express how 
the media influenced the nature of protests.44 Hordes gather, aware that the 
media will broadcast their cause to a more widespread audience.45 Winogrand 
shows the impassioned protesters against the anonymous media-the viewer 
can only see the back of the press's heads. Since Public Relations revolved 
around the media's effect on crowds, much Winogrand scholarship conforms to 
contemporaneous crowd theories. 
In the 1970s, scholars viewed high-density conditions experienced for short 
periods of time differently than, say, if you were living in them, such as in Atget's slums. 
According to Sundstrom, certain main characteristics influence crowding: the time 
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span in which you experience the crowd, whether or not you know you will take part in 
a crowd, your eagerness for social interaction at that moment, whether you regularly 
spend most of your time or only a little amount of time in that environment, and when 
the crowding is deliberate from another person and preventing you from doing 
something.46 Depending on these factors, psychological responses vary. Crowding does 
not inevitably lead to negative responses; it can also lead to positive or equitable 
responses. The ephemeral and predictably crowded rally portrayed in Hard-Hat Rally 
should not lead to adverse effects on individuals. 
Research about urban strikes in 1960s and 1970s America demonstrated, 
according to crowd theorist Clark McPhail, that you could not determine participants 
from nonparticipants even if they held the same beliefs.47 Wino grand captures this 
interaction between participants and nonparticipants; the hardhat workers cannot 
necessarily be discerned from the anti-Vietnam war protesters. The press itself 
possibly participates. Applying McPhail's theory, the placid young girl in the 
composition's center foreground would serve as the nonparticipant by breaking up the 
enraged, primarily male dissidents around her.48 Unfazed by the media and political 
drive of the demonstrators surrounding her, she serves as a counterpoint to the crazed 
crowd. Some people behave as individuals in the crowd, which people often forget 
because of the implication that a crowd acts unanimously.49 People in a mass alternate 
between acting as individuals and as part of a collective, with infrequent and brief 
unanimous actions.so 
Looking back on Hard-Hat Rally, contemporary theorists see people shouting 
and waving their arms during a protest as normal actions that could occur under any 
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circumstances.51 Thus, the billowing American flags and impassioned demonstrators 
do not act outside of social norms, the crowd does not unhinge them. In essence, the 
early crowd theories of contagion-people's actions rubbing off on other people-can 
instead be replaced with a theory of convergence. Swarms behave uniformly because 
individuals have gathered for a similar reason and, thus, have a tendency to behave 
with homogeneous mentalities.52 The people amassed for the protest captured in Hard­
Hat Rally planned the gathering for a specific purpose since elected officials failed to 
listen to their concerns. 
Crowded Picture Planes: An Amused Multitude and Their Headspace 
Johannes VanDerBeek's 2004 Heads and Beams (Figure 3) portrays swarms of 
heads gathered for entertainment at some form of amusement park. VanDerBeek plays 
with space, the physical space surrounding each head and the overall swarming picture 
plane, to reveal disparate results of crowds. Heads, appropriated from magazines and 
popular culture, form many of the "beams" and structural components. The piles of 
heads spill and twirl off the edges of the paper, suggesting the intensity of the action 
erupting at this place of entertainment, possibly as a result of the crowd. VanDerBeek's 
heads may represent the number of people present at the amusement park at a given 
time or possibly how one might feel at the amusement park-a head lost in the crowd 
or a void. 
Since VanDerBeek is a young living artist, relatively little scholarship on his 
work has been conducted; the scarce literature focuses on his approach of 
appropriating images from magazines and newspapers and transforming them to the 
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point where their original context becomes indiscernible.53 Therefore, turning to 
contemporary crowd theories fills in some holes in the VanDerBeek scholarship. 
Present-day crowd theories focus on certain aspects, such as 
individuality and participation, to combat earlier theoretical misconceptions. As 
opposed to earlier scholars, modern theorists assert that individuals in a crowd 
act reasonably, aware of their motivations; individuals predisposed to act a 
certain way will act the same whether alone or in a crowd.54 The interaction 
between the figures in Heads and Beams displays people collectively 
entertaining themselves, since they are prone to do so. Moreover, the image 
does not distinguish between participants and non-participants; which figures 
engage in the crowd willingly or for what reasons cannot be discerned from 
visual characteristics. From afar, the heads meld into a mass, while closer 
examination reveals each figure's individuality. Each head either forms the 
structure of the architecture or expels itself from the crowd to propel into the 
composition's negative space. 
Contemporary theories about collective behavior lend themselves to 
Heads and Beams. When people act as a collective, they can have the following 
characteristics: collective orientation (the heads form clusters and arcs and face 
a certain direction); collective vocalization (although you cannot actually hear 
anything in the two-dimensional art, you can assume that the participants yelp, 
wail, and howl on the rides); collective verbalization (the participants sing and 
laugh); collective gesticulation (the heads communicate through nonverbal 
indications); collective vertical locomotion (figures jump and stand); collective 
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horizontal locomotion (people gather, queue, twirl, swarm); collective 
manipulation (people push and play with the same object).55 VanDerBeek's 
collage visually implies all these collective actions and corresponds with 
contemporary views of collective behavior. 
Temporary assemblies of people have three stages: the converging 
period, the actual assembly, and then dismantling.56 One can read Heads and
Beams as depicting any or all of these phases: the structural heads assemble the 
crowd; the piles of heads represent the mass itself; the heads flying off the 
composition leave the swarm. During the varying crowd stages, the previously 
mentioned collective behaviors occur because the congregation of people 
merely supply a circumstance for people to act as a collective.57 People alternate 
between acting together and as individuals. The composition suggests this 
through the heads becoming structural so that each individual becomes 
insignificant at times. VanDerBeek himself observes how the hordes of people 
form the monuments, which makes one's individuality waver.58 VanDerBeek, 
unintentionally perhaps, comments on the contemporary crowd theory of 
alternating between individual and collective behavior. 
Since people do act as a collective, does that leave room in Heads and Beams for 
the madding crowd so apparent in early crowd theories? Do the figures represent 
decapitated heads, suggesting a more violent reading of the collage? Earlier theories 
claimed that people in crowds are anonymous and thus feel comfortable doing things 
that they would not normally do, such as acting brutally. More recent research, 
however, has demonstrated that people typically gather accompanied by friends or 
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family (as substantiated by studies conducted by Aveni 1977; McPhail 1991, 1994; 
Wimberly, Hood, Lipsey, Clelland, and Hay 1975).59 Therefore, according to David Neal 
(in a 1994 study) people in a crowd, particularly those gathered for celebratory 
purposes, tend to act as a collective rather than as nameless individuals.60 Violence in 
crowds is rare, usually occurs as a result of small groups, and more often officials 
engage in more violent tendencies than the crowd. A tranquil crowd is not likely to 
rapidly transform into a vicious crowd, as earlier theorists predicted.61 People 
intending to create hostility instigate most violence, and usually only a minority acts 
antagonistically.62 Thus, since amusement park attendees typically gather with friends 
or family, the scene in Heads and Beams unlikely results in violence. The packed heads 
convey people whirling and playing with joy, an off-kilter world bursting from 
excitement. 
Other contemporary crowd theories move in a different direction, examining 
individual psychological effects. Heads and Beams conveys what one might feel when 
lacking "near space," a term that relates to the distance immediately surrounding one's 
body and correlates with an arm's length. When objects intrude too close to one's body, 
near space triggers defensive reactions against these possibly harmful entities. The 
heads in the image impede on the space of the adjacent figure, causing them to 
reactively spin away from the multitude. People with a large near space do not tolerate 
crowding well.63 Crowded areas can cause a fear of restriction, or claustrophobia, as 
seen in Heads and Beams, with so many heads crammed into one space that they 
overlap and seem to burst from the composition.64
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Moving forward from the Crowded exhibition, scholars need to analyze crowd 
art in relation to crowd theories to gain a more thorough understanding of the artwork 
within its context. How will crowd imagery and crowd theories correlate in the future? 
What new types of crowds will surface? How will these new crowd varieties impactthe 
scholarship and art, as we saw with the three pieces examined in this paper? For 
example, a 2008 exhibition at the Brooklyn Museum used crowdsourcing as its 
premise: the public submitted and evaluated photographs and helped promote the 
exhibition.65 This recent crowdsourcing trend changes how crowds function generally 
and in art. Analyzing this exhibition would require new twenty-first-century 
scholarship about how sourcing an online public changes the audience's relationship to 
the art. The crowd extends beyond the artwork depicting it; the crowd itself created 
the exhibition. This essay serves as a starting point for the development of crowd 
theories in relation to crowd art. As new types of crowds emerge, analyses need to 
reflect new art within its evolving historical and theoretical framework. 
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Figure 1: Eugene Atget, Porte d'Asnieres-Cite Trebert, ca. 1913, albumen print, 8 x 10 in. 
Frances Young Tang Teaching Museum and Art Gallery. 
Figure 2: Garry Winogrand, Hard-Hat Rally, New York, ca. 1969, silver gelatin print, 9 x 
13 3/8 in. Frances Young Tang Teaching Museum and Art Gallery. 
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Figure 3: Johannes VanDerBeek, Heads and Beams, ca. 2004, collage on paper, 40 x 52 
in. On extended loan at Frances Young Tang Teaching Museum and Art Gallery from 
private collection. 
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